Sandell note that 'what an anthology omits is often as significant as what it includes . . . The anthology, like the national canon more generally, attempts to represent a national literature but that representation is structured as much by its racialized and gendered absences as it is by its actual contents.'
6 As Karen L. Kilcup puts it, 'by definition, what's in is important and good, and what's omitted is at least potentially questionable'.
oeuvre is important for its rich thematic and aesthetic variety, its often sophisticated use of intertextuality, and its ideological reach.
Some of her fiction has become canonical, especially the novel Jasmine (1989), which remains the most widely taught and researched of any of Mukherjee's works. Her writing has also enjoyed popular appeal, with some novels achieving bestseller status and international acclaim; Jasmine has been translated into multiple languages. But what about her short stories -compelling and memorable for their Chekhovian attention to telling details -and their wider republication and readership? Writing in 1996, Urbashi Barat noted that 'only a few of Mukherjee's stories have found a place in anthologies of "mainstream" American writing'.
11 Barat was discussing two short stories, 'A Father' and 'A Wife's Story', from Mukherjee's 1985 collection, Darkness, and her The Middleman and Other Stories (1988), respectively; The Middleman went on to win the National Book Critics' Circle Award for Fiction. Barat observed that, while these stories failed to make national anthologies, they did often feature in 'collections of Asian or coloured women's writing . . . Mukherjee is evidently accepted in her adopted country as an Asian American or a "woman of colour", but not as part of the "mainstream" of American writing . . . or even . . . American women's writing.'
12 Although this reading echoes Mukherjee's own coeval statement about her exclusion from the so-called 'mainstream' of American literature, 13 it is factually wrong: Mukherjee's stories had appeared in a range of anthologies by 1996.
14 And since then, Mukherjee's short fiction has been included in many other volumes, several 'mainstream' US collections amongst them. 15 That such fiction is reprinted in both well-known anthologies and more obscure ones reflects Nalini Iyer's claim that 'Mukherjee's place . . . is ambiguous at best and . . . appropriated by scholars and anthologists into different canons to serve various political needs.' 16 Mukherjee's essays have also been repeatedly anthologised.
Besides Barat and Iyer, few critics have addressed the publication history and wider reception of Mukherjee's short fiction. Josna Rege, writing in 2000, describes Mukherjee as 'the best-known and most-anthologised contemporary North American fiction writer of South Asian origin'. 17 Over a decade later, Veronica Barnsley briefly draws attention to the anthologised status of Mukherjee's short fiction, referring to 'The Management of Grief', 'The Tenant', and 'A Wife's Story', all tales from The Middleman.
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And in her obituary of Mukherjee, Sharmani Patricia Gabriel states that while, when the author first began writing, '"Indian American" was an unfamiliar ethnicity . . . Mukherjee went on to become one of its most eloquent, and anthologised, chroniclers '. 19 This anthologisation is now an important aspect of Mukherjee's legacy, but there is no fuller discussion of it in the existing scholarship. This article will examine which of Mukherjee's stories have been most regularly anthologised and why. What are the politics driving the repeated inclusion of certain stories but not others in given anthologies? How does the presence of these stories in popular anthologies supersede The Middleman, the original collection in which they appeared, now out of print for nearly twenty years and the subject of far less scholarly interest than Jasmine? The wider recognition of certain stories through anthologies rather than within their original volume relates, of course, to economic factors. As Kilcup has put it, 'collections of short fiction, especially by a single author, are difficult to sell'; and in 2010 Mukherjee revealed that she had produced more short fiction 'but my agent . . . is . . . uninterested in floating a book of stories '. 20 But why is short fiction from The Middleman reprinted more often than the tales from Darkness, a fine collection containing some of Mukherjee's most powerful stories? And will such inclusions continue posthumously?
Mukherjee was clearly interested in the ideologies behind canon formation and, although she never actually edited an anthology, she enjoyed the power of creating her own imaginary ones, complete with prolix, archaic, faintly absurd titles. Indeed, through her fiction, she afforded herself the right to question specific canons. This is particularly relevant to her novel The Holder of the World (1993), a rewriting of Nathaniel Hawthorne's The Scarlet Letter in which Mukherjee 'deliberately brings . . . two "spheres" together -postcolonial and American literature -upsetting institutional authorities in the process . . . and renegotiating the spaces of cultural authority'. 21 In this novel, she briefly alludes to an invented American literary anthology, 'Puritans Come A-Courting: Romantic Love in an Age of Severity (University Presses of New England, 1972)'. 22 She quotes a fictional letter of 15 June 1686 from this volume, a document 'reprinted in several anthologies . . . well known and frequently annotated . . . Scholars have cited the letter as evidence of social mobility in Puritan New England' (pp. 56-7). Here, Mukherjee seems merely to be playing a metafictional game; in 'Buried Lives', from The Middleman, she pays more attention to the politics of anthologisation. The story satirises the very idea of the anthology, acknowledging the ironies, contradictions, and political implications of such ventures through the 'acrimonious coediting' of the 'Treasury of the Most Dulcet Verses Written in the English Language' by the story's protagonist, a Sri Lankan English teacher, Mr Venkatesan.
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The intertextuality characteristic of Mukherjee's work more generally takes on a particular thematic significance in 'Buried Lives'. Thus the story is full of references to British literary works, from Shakespeare's The Merchant of Venice to imperialist adventure stories by such writers as G. A. Henty and A. E. W. Mason to the poetry of Keats, Shelley, and, particularly, Matthew Arnold, whose 'The Buried Life' (1852) gives the story its title. This latter allusion recalls the Arnoldian intertextuality of 'The Imaginary Assassin', a story from Darkness. In this earlier tale, the Sikh protagonist's grandfather quotes from Arnold's poem 'Dover Beach' (1867), after being forced to memorise it in a British colonial prison in India. By contrast, Mr Venkatesan willingly embraces Arnold's poetry, while the idea that emigration to North America will end his life of duty and responsibility for others in Sri Lanka echoes lines from Arnold's poem: 'There rises an unspeakable desire j After the knowledge of our buried life; j A thirst to spend our fire and restless force j In tracking out our true, original course.' 24 But the story does not pay straightforward homage to such British literary models. Rather, Mr Venkatesan feels an urgent need to free himself from 'teaching the same [Arnold] poems year after year, a permanent prisoner ' (p. 156 ' (p. 161) , the story gently mocks his pomposity through a shifting third-person narrator who is both limited and omniscient. Colonial mimicry cannot help him in letters filled with a Naipaulian language bemoaning life in 'the futureless island' of Sri Lanka (p. 162). Tellingly, the applications fail. In order to forge a new existence, Mr Venkatesan must throw off British intertextuality, the imperialistic oppression it represents -hence the use of a different Arnold poem as a form of colonial punishment in 'The Imaginary Assassin' -and Sri Lanka, his formerly colonised homeland.
The presence of British intertexts is never innocent in Mukherjee's oeuvre. 25 In 'Buried Lives', it should come as no surprise that the fictional 'Treasury' becomes a battleground between Mr Venkatesan's erstwhile adulation for English literature and the Sri Lankan Tamil nationalism of his co-editor, the former head of St Joseph's Collegiate, Mr Venkatesan's school in Trincomalee. Mukherjee writes that 'Mr Venkatesan had . . .
[included] four Arnold poems. The verses picked by the Head hadn't been "dulcet" at all, and one hundred and three pages of the total of one hundred and seventy-four had been given over to upstart Trinco versifiers' martial ballads ' (p. 158) . Although this co-editor remains unnamed, we are still told that 'only the headmaster's name appeared on the book' (p. 158). With the headmaster's dominance further emphasised through the precise enumeration of pages, Mukherjee thus reinforces the power imbalances inherent in literary anthologisation. The 'Treasury' persuasively demonstrates Mukherjee's hostility towards the British canon, and it is notable that she reserved her critique of literary anthologies to British, rather than US, source material. Hence the gentler and more marginal presence of the Puritan anthology in The Holder of the World, even as this novel remains Mukherjee's most radical intertextual response to classic American literature.
Turning now Grief', in order to examine their continued republication and what this reveals about Mukherjee's place within the American literary canon. In critical discussions of The Middleman, these three stories are also often read alongside each other and, with the title story, they are the most frequently reproduced examples of Mukherjee's short fiction. After discussing each story, I will tackle some of the broader questions with which this article began. *** All three stories first appeared in magazines. 'A Wife's Story' was first published in the magazine Mother Jones in January 1986 and has since been reprinted five times.
27 'The Tenant' first came out in The Literary Review in 1986, and was reprinted twice.
28 Discussing its early publication history, Mukherjee told an interviewer in 1988:
I was touched when . . . 'The Tenant' . . . was read by people and eventually made it into The Best American Short Stories 1987 . . . As soon as I started writing them [short stories], my work became more available to American readers than my novels [The Tiger's Daughter (1971) and Wife (1975) ] had been.
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This notion of short fiction as a way into the US literary world is well established. In Mukherjee's case, it can be traced back to her early training at the Iowa Writers' Workshop, where a career 'often begins with a showcase collection of short stories (often enough written in workshop) '. 30 Indeed, her first published fiction in the United States was a workshop product, 'Debate on a Rainy Afternoon', which appeared in The Massachusetts Review in 1966.
'The Management of Grief' is Mukherjee's best-known story because it has been anthologised so many times -in at least sixteen collections since (2004), thus encompassing both the putatively 'mainstream' and the so-called 'minority'. Mukherjee's inclusion in both these anthologies is just one signal of the trend towards diversification within North American literature anthologies from the late 1980s onwards.
'A Wife's Story' is about an Indian woman, Panna Bhatt, remaking herself in the United States, an idea common to much of Mukherjee's fiction and born out of her own experience. Panna's first-person voice is by turns pragmatic and intimate, educative and ethnographic. Foregrounding antiIndian racism in the US during the 1980s, the story opens with Panna's outrage while watching a performance of David Mamet's play Glengarry Glen Ross (1983) because of its infamous racist and misogynist 'Patel' speech, delivered by Dave Moss, one of the play's real-estate salesmen.
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Mukherjee deliberately repeats the vitriolic, dehumanising line in which Moss crudely insults and objectifies Indian American women. In this way, as Deborah Geis has argued, Mukherjee is herself responding to Mamet since 'publishing this story . . . is to claim a space, a territory, that is both Indian and female and . . . has not fallen prey to the salesmanship of white male prerogative'. 32 Panna later admits that 'I don't hate Mamet. It's the tyranny of the American dream that scares me. First, you don't exist. Then you're invisible. Then you're funny. Then you're disgusting. Insult, my American friends will tell me, is a kind of acceptance' (p. 26). Veering away from 'I' into 'you' here, Mukherjee implicates the reader, a technique linked to Geis's notion that the story 'calls apt attention to . . . assumptions about spectatorship ': 33 that is, Panna's shocked reaction versus the laughter of 'everybody' else (p. 25), namely the non-Indian members of the audience and, by extension, some of the non-Indian readers of the story, too.
' ' (p. 32) and such signifiers as her mother-in-law's ring, the idea that she has effectively already left her marriage is implicit: she has come to the US independently, and when her husband visits her she refuses to return to India with him. During his visit, Panna takes charge of all the financial transactions, claiming 'I don't know if this makes me unhappy' (p. 33). This double negative suggests the ambiguity and confusion now characterising her life and the degree of ambivalence she feels towards her newfound independence. Hence 'Mukherjee weaves contradiction into the very fabric' of such a story. has adapted, thus departing from Dimple Basu, the disorientated immigrant protagonist of Mukherjee's 1975 novel Wife, whose very title anticipates that of this story and its implicit irony. In both cases, namelessness in the title broadens the significance of individualised stories; in similar fashion, the withholding of Panna's husband's name makes him a synecdoche for many more Indian husbands and a 'sign of the use of gendered reversals peculiar to the story'.
37 Perhaps this is because Mukherjee questions Indian patriarchy by stripping Panna's husband of a clear personal identity and therefore his autonomy.
Despite her outwardly positive tone, Panna confesses that her freedom has come at a high emotional cost. It follows the death of her son, an event that -like the unparsed references -is never explained. The story closes with a moment of double consciousness, a recurring trope with sometimes overtly Du Boisian overtones in Mukherjee's 1980s work, where it is used to suggest powerlessness. 38 Yet when Panna regards herself naked in front of the mirror amid a sense of being 'afloat, watching someone else' (p. 40), this out-of-body sensation becomes a source of strength. It also echoes her recollection of 'Indian destitutes mix [ing] with the hordes of New York street people . . . they float free, like astronauts, inside my head' (pp. 28-9). Panna welcomes this sense of weightlessness and escapism in an open ending typical of Mukherjee's short fiction that 'suggest[s] female fluidity, making rebirth possible'. 39 But it repeats the tonal ambivalence that has marked much of the narrative, since it also indicates Panna's position as a 'marginalised subject'.
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'The Tenant' begins in medias res with the arrival of Maya Sanyal, a Bengali American academic, at the University of Northern Iowa in Cedar Falls in the early 1980s. If not quite literally set on campus, the story certainly draws on the world of the university, and this may explain its later place in The Norton Anthology of Contemporary Fiction (1997), the kind of volume from which US students are often assigned reading. Mukherjee's use of real-life Iowa locations reflects the state's importance to her as her first home in North America. 'The Tenant' anticipates Jasmine, where the eponymous protagonist leaves her disabled partner for another man and the promise of an American world outside Iowa. The short story closes 37 with a similarly open ending where Maya, a sexually promiscuous and independent-minded woman, plans to leave Fred, her white, armless landlord and lover, for someone else. But whereas Jasmine heads west to California with her Caucasian lover Taylor, Maya intends to go east to reunite with Ashoke Mehta, an Indian American, Connecticut-based doctor whom she barely knows. In many of Mukherjee's Iowa narratives, a young South Asian immigrant woman moves to the state and meets other Asian AmericansKorean ('Angela' (Darkness)), Vietnamese and Hmong (Jasmine) -and, in 'The Tenant', Maya encounters Chung-Hee, a child of 'about four . . . Rather, it was the brown-white dynamic that interested her, and 'The Tenant' charts the failure of such interracial relationships, as exemplified by Maya's short-lived, ill-fated marriage to John Hadwen, her later rejection of Fred, who misnames her 'May' (p. 113), and the limitations of her friendship with Fran, the white colleague who hired her. Mukherjee also dramatises her protagonist's connections to other Indian Americans whose apparently inescapable presence in modern America becomes for Maya a source of both celebration and menace. Ashoke and her fellow Bengali Brahmins, Rabindra and Santana Chatterji, are presented as Indian 'Others' but they serve different purposes. 41 Whereas the Chatterjis reveal the claustrophobic dangers and conservatism of intra-ethnic and intracaste affiliation, Ashoke is an ethnic outsider who shares some of Maya's unconventionality and offers her hope for a stronger sense of American belonging.
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Although Maya's first impression of Dr Chatterji, a physicist, is as an unthreatening, physically unattractive member of the Indian American model minority, she quickly discovers his anti-black racism. As with the prejudices of Panna's husband towards black Americans in 'A Wife's Story ' (pp. 39-41 Compare the notion of the 'Jewish Other' in David Brauner, Post-War Jewish Fiction: Ambivalence, Self-Explanation and Transatlantic Connections (Basingstoke 2001) pp. 159, 162, 164, 167. 42 Unlike 'Chatterji', with its Bengali Brahmin provenance, 'Mehta' is a less determinate Indian surname in ethnic, caste, and religious terms. 40), Rabindra and Santana hate the idea that their nephew, Poltoo, has fallen in love with a Ghanaian student while living with them in Iowa. The couple refer to her simply as 'a Negro Muslim' (p. 106). Maya implicitly rejects such racism by mentally dismissing Dr Chatterji as a hypocrite: 'pompous . . . reactionary; he wants to live and work in America but give back nothing except taxes . . . She hates him. But . . . ' (p. 106 ). Yet the story consigns the unnamed Ghanaian woman to the margins, while Poltoo remains a noisy presence-as-absence. And Maya understands the Chatterjis' fear of cultural transformation, invoked through several intertextual allusions to the white American writer John Cheever: Maya 'thinks suddenly that . . . Cheever -she is teaching him as a "world writer" in her classes, cheek-by-jowl with Africans and West Indians -would have understood Dr Chatterji's dread' (p. 106). The alliterative connection between 'Cheever' and 'Chatterji', echoing that of 'Fran'/'Fred', links these uppermiddle-class, even patrician, figures. The white writer is similarly made to encounter a black Other in the tense, closed space of one sentence, as he is taught 'cheek-by-jowl with Africans and West Indians' and metaphorically forced to confront racial and national diversity in stark contrast to the WASP world of his youth. 44 the word appears repeatedly in 'The Tenant' even though both Maya and Dr Chatterji are US citizens. These ideas are emphasised towards the end of this story of provisional belonging -tenancy rather than home ownership -with cosmic imagery rendered both exhilarating and terrifying. A polysemic metaphor, it suggests adventure, exploration, and the notion of travel over great distances; new possibilities and the frontier; danger and agoraphobia; and US national identity in the Cold War era through its implications of the space race. One could argue, moreover, that anthologisation is itself a kind of tenancy -another form of provisional belonging.
Mukherjee's short story 'The Management of Grief' concerns an actual event: the Air India Flight 182 terrorist attack of 23 June 1985 in which 329 people, mostly Canadians of Indian descent, were killed by Sikh militants. A kind of companion text to The Sorrow and the Terror (1987), Mukherjee's non-fictional account of this event co-authored with her husband Clark Blaise, 'The Management of Grief' draws on many real-life details that also appear in the non-fiction text. Although there is no attempt to hide the factual context of the attack, it is also not fully explained within the story. As Judie Newman has noted, this withholding serves to universalise the tale's themes. 45 As with the generalising effect of such titles as 'A Wife's Story' and 'The Tenant', this may further account for the story's continued anthologisation.
Whereas The Sorrow and the Terror remains out of print and is largely overlooked within Mukherjee scholarship, 'The Management of Grief' has been reprinted continuously. These differing afterlives may be explained by what Mukherjee called 'the persuasive power of fiction'; the public have, as she noted in 2002, 'long forgotten the nonfiction book, which was dangerous to write, but the story lives on'.
46 It appeared as recently as the latest edition of The Norton Anthology of Short Fiction (2015) -along with a brief analysis of the text by Richard Ford -and again within the academic volume Remembering Air India: The Art of Public Mourning (2017) where, unlike Ford's discussion, the story is contextualised.
Despite the controversies provoked by anthologies and their respective inclusions and exclusions, it is instructive to think of the anthologised status of 'The Management of Grief'; and the continuing testimonial and memorialising function it allows. Through the conferring of a kind of canonical recognition, the story has reached all manner of readers. The use of temporal and narrative breaks and the absence of specificity -at the same time as an emotional and psychological realism born out of the direct knowledge and research which led to The Sorrow and the Terror -force the reader to engage and imagine more fully. As Susan Spearey notes, 'the transitions required by these breaks . . . leave the reader . . . "fluttering between worlds", or at least between models of interpretation'. 47 The story invites, even shames, readers to discover more about the Air India 182 bombing, thus contesting the wider marginalisation, even erasure, of the tragedy globally. That this Canadian story reappears in US anthologies sits at odds with the historical silence surrounding the Air India tragedy in North America as a whole. This contradiction may be explained, however, by the story's paradoxical combination of specificity and universality, thus complicating Newman's earlier point. Drawing on the power of fiction and the possibilities of an imaginative lens, it uses one protagonist, Shaila Bhave, as the focaliser for this tragedy. She has lost her husband and two sons in the story's unnamed terrorist attack. Recalling 'A Wife's Story', 'The Management of Grief' is narrated in a first-person-singular, presenttense voice, thus emphasising the intensity of the present moment, as its characters seek to process, if not neatly 'manage', their grief. Shaila eventually decides to remain in Canada, exhorted by her dead husband in a vision to 'finish alone what we started together ' (p. 190 ; emphasis in original). ***They all question ideas of Indian wifely duty: Panna is separated from her husband, albeit unofficially, in 'A Wife's Story'; Maya is divorced in 'The Tenant'; and Shaila is widowed in 'The Management of Grief'. Moreover, each story seems to reinforce an image of the United States and Canada as the site of possibility and reinvention for Indian-born women. This intersection between race, ethnicity, and gender -and a comforting perception that Mukherjee is in some sense writing about women like herself -may account for the continued reprinting of these stories rather than troubling and disturbing stories (reliant on an Indian man as focaliser), such as 'A Father' or 'Nostalgia' in Darkness, or stories told from a white male point of view, such as 'Fathering' or 'Fighting for the Rebound' in The Middleman.
When connected with the diversifying, democratising impetus of recent American literature anthologies -often seen to have been initiated by Paul Lauter's efforts through the first Heath Anthology of American Literature in 1990 -it becomes easier to understand the appeal of 'A Wife's Story', 'The Tenant', and 'The Management of Grief' to editors. Compressed, presentist, and thematically concerned with issues of identity politics, performativity, and the playing of roles -and, in 'A Wife's Story', the representation of Indian Americans in mainstream culture -they fit in well with the aims of such collections, both implied and explicit. Recalling Lockard and Sandell's arguments about the nation-building project underpinning American literature anthologies, it is evident that, on one level, Mukherjee's stories of new Americans mirror a particular exceptionalist image of the nation as e pluribus unum, and ready for yet more cultural transformation. This reading can be challenged, however, by looking at the author's critical appraisal of the racism, sexism, and disappointment with which characters such as Panna and Maya must contend. They face an uncertain and possibly bleak future in the new nation. And in the case of Shaila Bhave, a white, paternalistic Canada is so ambivalent about its citizens of colour that it fails to respond adequately to the terrorist attack that took the lives of her husband and sons. But, perhaps most significantly, a lack of editorial risk-taking can be detected: that is, one editor follows his or her predecessors in regarding this finely crafted, terse, elegiac tale as Mukherjee's pre-eminent story; and the chain continues. As Joyce Carol Oates has asked, 'do editors of anthologies consult only other anthologies, instead of reading original collections of stories? . . . Isn't the implicit promise of an anthology that it will, or aspires to, present something different, unexpected?' 49 A certain failure of imagination, even a kind of laziness, as much as the budgetary constraints discussed earlier, may account for the continued anthologisation of 'The Management of Grief' in particular. The inclusion of 'A Wife's Story', 'The Tenant', and 'The Management of Grief' in such prestigious volumes as The Heath Anthology and The Norton Anthology of Short Fiction is also connected to the kudos conferred by Mukherjee's winning of the National Book Critics' Circle Award for Fiction for The Middleman in 1988. This factor may have made these stories more attractive to editors than those collected in Darkness, a volume Mukherjee struggled to publish even though individual stories from it were deemed important enough to reprint. 50 In many ways The Middleman and Jasmine announced Mukherjee's belated recognition as an American writer, a canonical position then further enshrined through her place in a range of well-and less well-known literary anthologies, thus reaching audiences both within and beyond the academy.
Despite its prominence, Mukherjee's fiction was excluded from several important Asian American collections, a type of anthology largely dating from the mid-1970s. 51 It was also omitted from some ground-breaking South Asian American anthologies. 52 These collections appeared as a reaction to the sidelining of South Asian Americans in both mainstream and minority US literature anthologies. Mukherjee's exclusion from their ranks may reflect the opprobrium with which her fiction was often greeted by ethnic South Asian critics in the United States, especially in the 1990s. Indeed, such editorial decisions may have resulted from a perception among other South Asian Americans that her short stories were not sufficiently innovative or politically oppositional vis-à-vis US identity politics. Regarded by such commentators as unpalatable -too fervent in her devotion to America and too dismissive of India -Mukherjee came to occupy an 'ambiguous place in the postwar literary field', as Mark McGurl has put it; referring specifically to the late 1980s, he notes that she became 'stranded in a . . . middle ground between postcolonial cosmopolitanism and an implicitly "white" American nativism'. 53 Her exclusion from so many Asian American anthologies signals this precarious position, as well as a lack of popularity based on Mukherjee's apparent political conservatism and failure to engage fully with other Americans of colour in her fictional universe. Yet, as I have argued here, her attitude towards America was much more critical than this censure would imply, and across her fiction she is both subversive and questioning towards her adoptive country.
What about Mukherjee's place in American literary anthologies in the future? That position is by no means assured. She has, for example, never been included in the Norton Anthology of American Literature. Asian American writers are under-represented in the ninth and most recent edition of this anthology, published in 2016, where they are limited to Sui Sin Far, Maxine Hong Kingston, Amy Tan, Li-Young Lee, and Jhumpa Lahiri. With the exception of Lahiri, these writers are all Chinese American. Lahiri's position as the only South Asian American continues a trend within many of the more 'mainstream' anthologies where Mukherjee's short fiction has been reprinted. That is to say, Mukherjee was very often the sole writer of South Asian descent to appear, thus excluding a wealth of writing from the past thirty years. And there are often no other Asian American writers to be found in such collections.
Even though Mukherjee's short fiction remains more anthologised than that of Lahiri, its absence from the main Norton Anthology is striking. This volume is arguably the best known of all North American literature anthologies, one that has enjoyed multiple new editions and a readership vastly in excess of some of the niche collections in which Mukherjee's work has also appeared. 54 The omission of her short fiction from the Norton Anthology of American Literature forcefully implies that her pioneering work and its historical place have been overlooked in favour of a younger prize-winning Indian American woman writer. That there appears to be room for only one South Asian American writer in such a volume calls attention to the clear limits that are still imposed upon certain quarters of 'ethnic' American literature. The relationship between literary anthologies and Mukherjee's short fiction reveals that her membership in both the 'minority' and the 'mainstream' is far more provisional, shifting, and racialised than it might first appear. 53 McGurl, The Program Era, pp. 374-5. 54 They include High Infidelity: 24 Great Short Stories about Adultery by Some of Our Best Contemporary Authors (1997) and The NuyorAsian Anthology: Asian American Writings about New York City (1999).
